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Summary 
This body of work is an experimental approach to the exploitation and anticipation of 
watercolour as a medium, and its relationship to paper as an object. My focus is on 
simplifying the landscape form as much as possible with the least amount of process or 
brushstrokes necessary, while still being recognisable as a landscape. This body of 
work became a study of the immediacy of paint, with the mark making process leading 
to atmospheric works that became representations of the experience of landscape. 
Using the most transient of mediums, there is a focus on the immediacy in first 
impressions and capturing the experience. My process and experimental works are 
based on recapturing our affinity to the landscape and on delving into the grandeur of 
water and reflection through an over exaggerated use of luminosity and colour. There is 
a reach for the sublime in water through the process of paint and the experimental 
nature of my haphazard, yet still somewhat linear recordings in mark making. All this 
whittled down to a process using the barest of necessities in water, pigment, paper and 
a single brush.  
This transient form of image making is reminiscent of one normally associated with, 
and to some extent referencing, journeys through exotic lands. Both my body of work 
and this paper, see their theoretical foundation in delving into the history of the sketch, 
where its invention coincided with speed and transience on the edge of modernity, with 
a strong focus on reflection and my fascination with water. The central ideas of my 
body of work focus on water, both as a medium and as a subject, its relationship to 
light and colour, and how, for me, it became a malleable and experimental art process 
of mark making. 
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Introduction 
The phenomenology of image making and an artists’ process has long been an 
obsession of mine. Previously my work had consisted of consciously setting out to 
mimic the project of documenting a city and its landscape through my daily commute, 
effectively drawing parallels between my work and the Romantic ideas of tourism and 
travel. I would collect photographs and an array of quick sketches, as well as working 
from memory, to reproduce iconic landmarks and surrounding architecture, connecting 
the journey through the waterways and rivers of Sydney. With this in mind I would re-
imagine and re-create these everyday scenes into landscapes that were universal and 
easily recognisable.  Originally the earlier works were traditional drawings from my 
surroundings, then re-worked into process-heavy etchings and blind embosses. I 
eventually broke free of these laborious forms and turned to more immediate 
processes, relying on fleeting impressions gathered on my daily commutes, combined 
with recollections of the landscape, to create works that were more direct portrayals of 
what I sensed, coupled with what I could see. This then led to my further exploration of 
line and organic form through mixed media works that were usually an amalgamation 
of dry points and watercolours.  
So far, my works had been a culmination of ideas based around the notion of the 
watercolour sketch and its vitality in capturing first impressions and the poetry of the 
everyday. From something that had its roots in a playful experiment a few years ago, 
my various projects have gradually developed and come to be an exploration of the 
landscape through reflection, form and line - this time with the immediacy of 
brushstrokes. However, instead of direct representation, I have now dissolved the idea 
of 'documentation' into my long time fascination with 'impression', using watercolour to 
distill and simplify anything from landmarks and the surrounding landscape to myriad 
everyday details.  My process became a study of the immediacy of paint, with the 
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process leading to atmospheric works that became representations of the experience 
of landscape.  
  
This body of work is an experimental approach to the exploitation and anticipation of 
watercolour as a medium, and its relationship to paper as an object. My focus is on 
simplifying the landscape form as much as possible with the least amount of process or 
brushstrokes necessary, while still being recognisable as a landscape. It became more 
important to paint the sense of landscape than it was to paint it as a reality. The works 
becoming almost an amalgamation of places both visited and imagined. It was more an 
exercise in painting the feeling of the landscape, and its fluidity, in the most minimal of 
painting processes and mediums, while still evoking emotion. Using the most transient 
of mediums, there is a focus on the immediacy in first impressions and capturing the 
experience. My process and experimental works are based on recapturing our affinity 
to the landscape and on delving into the grandeur of water and reflection through an 
over exaggerated use of luminosity and colour. There is a reach for the sublime in 
water through the process of paint and the experimental nature of my haphazard, yet 
still somewhat linear recordings in mark making. All this whittled down to a process 
using the barest of necessities in water, pigment, paper and a single brush.  
This transient form of image making is reminiscent of one normally associated with, 
and to some extent referencing, journeys through exotic lands. In some instances, my 
work seems to recall the watercolour sketches of the Romantics and artists partaking in 
the Grand Tour, while also referencing from both the Impressionists and Expressionists 
on mark making and process. It is ironic, but interesting, that in much the same way 
that my work runs parallel to a different time, so too are my readings and influences. 
There is no direct link between them all, only a fusion of core ideas on both thinking 
and process.  
One can map the meandering road of water being represented in painting and mark 
marking throughout history in an almost linear fashion. Given the Romantic tone of my 
approach to the everyday landscape it is no surprise that amongst the most vital of 
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these influences are the early masters of the observational sketch, John Constable and 
J.M.W Turner. My long time fascination with Turner, in particular his representation and 
interpretation of the surrounding landscape in his later years, is summed up perfectly in 
a essay by Jeremy Lewison, a curator, on Turner’s work at the TATE London when 
commenting on artists’ fascination (Turner included) of reoccurring characteristics on 
notions of the romantic and sublime. Stating that ‘..allusion and metaphor, a 
preoccupation with mortality, a liking for atmospheric effects and and engagement with 
the traditions of the sublime’  are all traits that Turner’s work carries. Of particular 1
interest to me of late was his use of the horizon in the majority of his works and his 
distinctive use of limited colour, yet ample light to create atmosphere. In looking at the 
sketch and ideas of the ephemeral, where one creates sensation out of the fleeting, the 
work of Constantin Guy, the minor newspaper illustrator championed by Charles 
Baudelaire in his famous essay The Painter of Modern Life, is again another parallel. 
Both Guy's speedily produced visual notes, and Baudelaire's insightful writing about the 
role of transience in the new world of the modern metropolis, have significantly shaped 
the earlier parts of my practice. Baudelaire, one of the last Romantics and, 
simultaneously, one of the first artists, and critics, to respond to the new conditions of 
modernity, proved vital in his thoughts and writings on the transient, the fleeting and 
capturing impressions. In particular, part of what resonated with me was the way in 
which he wrote, his poetic yet firm stance on ideas he believed in, as well as his 
affirmation that, ‘..the more beauty the artist puts into it, the more valuable the work will 
be ..the trivial things in life..the daily changing of external things, [has] a speed of 
movement that imposes upon the artist an equal speed of execution.’  The analysis 2
and re-evaluation of Baudelaire's work by Walter Benjamin, as well as Benjamin’s 
ideas on the experience, have given it a new relevance; and for this reason Benjamin's 
writings have also been pivotal.  
From Turner and his ideas on the sketch and water in association with the landscape, 
there is a natural inclination to then look at the Impressionist work of Claude Monet and 
 Jeremy Lewison, Turner, Monet, Twombly - Later Paintings (London: TATE Publishing, 2011), 9.1
 Charles Baudelaire, The Painter of Modern Life, trans P.E Charvet (England: Penguin Books, 1972), 5. 2
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his emphasis on colour and light. In particular his works from the late 19th century, 
show a looseness of brushstroke and an emphasis on water and reflection that is 
captivating. His sketches and large scale works portray a ‘purity of image..of greatly 
daring poetry’  that pushed the boundaries of painting at that time. Later in his artistic 3
career his works took on a more experimental and spontaneous approach, with critic 
Octave Mirbeau once quoted in 1889 as a preface to Monet’s show at Galerie Georges 
Petit, saying ‘[Monet’s landscapes] ..were not [limited] to translate nature and her 
chromatic and plastic harmonies. [Instead]..like a human face, one sees there, one 
feels there a succession of emotions..[nature]..becomes immemorial through the 
infinite and eternal.’  4
From Impressionism we skip to mark making in Expressionism and Abstraction from 
the early 20th century. Mark Rothko and his bold abstract works may not be an obvious 
influence, however his ideas on the representation of the sublime and image making 
process to extract feeling from the viewer also plays a role. The American artist takes 
Romantic notions of atmosphere and transcendence, coupled with his dissolving of line 
and use of colour, to create sensation through his paintings and in doing so, bridges 
the gap and brings them up into the modern world. In terms of process based works 
that take on the same notion, one could also say that Gerhard Richter takes a similar 
approach. However instead of choosing specific landscapes, he chooses to create or 
manipulate them via the paint process, evoking the senses through the application of 
paint using the most minimal of methods.  
Coming up to the 21st century and our current contemporary art world, there is really 
not one particular artist that stands out for me. My fascination is a lot more limited and 
is instead a combination of different artists and their image making process. Peter Doig 
and his phantasmal landscapes and reoccurring motifs of reflection and memory are a 
continuous source of inspiration for me. In terms of the art making processes of 
 Lewison, Turner, Monet, Twombly - Later Paintings (London: TATE Publishing, 2011), 16.3
 Octave Mirbeau, Correspondence avec Claude Monet, trans Jeremy Lewison, ed Pierre Michel and Jean 4
Francois Nivet from 1891 (Tusson: De Lerot, 1990), 254.
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simplifying your surroundings and streamlining your application, Marlene Dumas and 
Kate Shaw are also stand out artists for me. Not so much their finished works or their 
subjects, but more how they whittle their focus down to the barest minimum - just 
enough to recognise what they are without being too representational. They both have 
an immediacy in their painting that stems, not just from the landscapes and figures they 
portray, but more in the deceivingly simple final works that are of no real particular 
place. In essence, for me they become atmospheric landscapes or portraits in paint, 
with the medium playing as much as role in the final works as their subjects.  
Both my body of work and this paper, see their theoretical foundation in delving into the 
history of the sketch, where its invention coincided with speed and transience on the 
edge of modernity, with a focus on why artists are drawn to reflection and their 
fascination with water from the beginning of modern painting and image making until 
now. The interest for me lay in finding out what drew me, and countless artists before 
me, into the ever evolving web of water. The fascination lay in its innate qualities, 
perhaps a metaphor for art itself, that water is a representation of nature that also 
occurred in nature. The central ideas focus on water, both as a medium and as a 
subject, its relationship to light and colour, and how, for me, it became a malleable and 
experimental art process of mark making. 
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Chapter 1 - The Sketch  
 Sketch I SKE TCH I  
Historically a sketch; whether it be charcoal, graphite, watercolour and to a greater 
extent, the oil sketch; was understood as a form of field research, a detailed record of 
observation and a study in perspective, ideas and composition. Academically defined 
as; ‘a rough drawing or painting, made to assist in the finished picture, a hasty and 
undetailed drawing, a brief account, a tentative draft, a rapidly executed freehand 
drawing that is not intended as a finished work.’  It was never meant for public display 5
or collection, instead it was seen as a private collection of studies, the innermost 
thoughts of the artist, unfinished work not fit to be exhibited. It was a way for artists; 
such as Constable and Turner, travelers; such as those that embarked on the Grand 
Tour to Italy and in some instances poets; such as Wordsworth, Coleridge and Blake to 
collect details, document and map out ideas of their impressions of the landscape and 
their surroundings.  
In the past, watercolour sketches and drawn studies have particularly been considered 
the lesser of it’s finished counterparts when it came to landscape painting, whether it 
be an oil painting, finished watercolour or acrylic work. Watercolour was always well 
known as the medium of delicacy and precision, thus making it synonymous with the 
purpose of recording and retaining information. The history of watercolour is closely 
associated with topography and the representation of places. It was often utilised to 
depict almost everything; from a map, to boundaries of ownership, to touristic 
attractions, to the ‘quick study’ of an image glorifying a monarch or of someone’s face, 
even extending to become a leisurely exercise. In particular, the immediacy of the 
medium and the freedom of brushstroke in watercolour had also made it the art of 
adventure and action, most particularly in war. Early works in watercolour also had an 
 The definition of a ‘sketch’ online as of October 2012 - dictionary.com, merriam-webster.com, 5
answers.com, dictionary.reference.com, oxforddictionaries.com
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intimate role as the artist’s preliminary sketch and were often found in manuscripts, 
diaries and folios, or secreted in cases for private viewing.  
For me, the same immediacy and fleeting nature that was once used as a definition of 
the preliminary sketch, is what I find vitally important in my process. Walter Benjamin, a 
thinker of the visual, on the cusp of modernity and the invention of the photograph 
spoke about the fleeting impression quite regularly. In Illuminations a collection of his 
essays he states, ‘the true picture of the past flits by. The past can be seized only as an 
image which flashes up at an instant when it can be recognized and is never seen 
again.’  In that fleeting moment the artist can document the emotion and their 6
subjective, initial impression of the image; in my particular case, their surroundings and 
the landscape, before it goes away. It is a moment in time, where just like the 
photograph can never be re-created to its exactness. I have kept the same project over 
the years but bit by bit, stripped it back to one that is as much a focus on the process 
and medium, as it is on the final work. By whittling down my process so much that I 
only use a limited colour palette, the same paper and one brush, I was drawn to its 
repetitive nature and immediacy. The autonomy of the process only made me more 
determined and more interested in creating an experience for the viewer of an 
impression of landscape that looked both ephemeral and ethereal. One that looked 
abstract, but still recognisable, and one that looked deceptively simple in its execution, 
yet had come from a detailed background of planning. I became fascinated with the 
medium and its intricacies, and in pushing its boundaries and mine. Watercolours’ 
unpredictability as a medium and element of chance is uniquely challenging, and 
aesthetically, has drawn me in to this representational form of art making that strongly 
lends itself to the organic shapes in landscape. The works I created became 
amalgamations of both visited and imagined places, of no landscape in particular but 
instead capturing the essence of a fleeting landscape that once existed. Becoming in a 
way studies on the landscape of paint, with their composition and form alluding to 
nature.  
 Walter Benjamin, ‘Theses on the Philosophy of History,’ in Arendt, Illuminations, 255.6
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As Delacroix once so aptly put it on his art making, ‘the painter..can record everything 
at once in an instantaneous sketch, which even if only a sketch, still has the advantage 
of a unified effect.’  For similar reasons, Constable refused to part with any of his 7
sketches or studies and never once gave away or threw a sketchbook. Later in his 
career he would do tens of sketches of one particular place in order to capture its 
essence so that he can go back and create a landscape that was at times not even an 
accurate representation of what was before him, but instead an abstract of what his 
interpretation of nature was. As a ‘good drawing..[is only an] abstract of natural facts; 
you cannot represent all that you would, but must continually be falling short, whether 
you will or no, of the force, or quantity of nature.’  Both Constable and Turner 8
recognised this and later in their artistic careers came to same conclusion. This was 
particularly evident in Turner’s art making process in the years after about 1805, where 
his landscapes were more often than not a product of recollection rather than direct 
observation. There was a huge shift in the overall composition, aesthetic and at times 
subject matter of his later works, where there was a clear transition from ‘topographical 
exactitude to explorations of colour and light’  in the landscape. This is clearly evident 9
in the below series of work Houses of Parliament - Figure 1, whereby his subtle use of 
colour and noticeably lessened use of line come together to form the different 
perspectives of the one occurrence, in this case the fire that destroyed parts of 
Parliament House. Contrary to popular belief, these weren’t painted at the time, instead 
his astounding visual memory, coupled with a vivid imagination and the listening of the 
people’s accounts of what happened on the day, led to the production of this series of 
works. His use of light and colour in these works are also pivotal in the representation 
of fire and its destruction as he used both a lack of line and exaggerated use of colour 
 and luminosity to exploit their ‘..power of [colour and light] is to set one thinking and 
dreaming; the pleasures which spring from them are of different natures, but of a  
 Lee McKay Johnson, The Metaphor of Painting. (Michigan, UMI Research Press, 1980), 16.7
 John Ruskin, The Elements of Drawing, (New York: Dover Publications, 1971), 200.8
 Sam Smiles, British Artists: JMW Turner (London, Tate Publishing, 2000), 9.9
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perfect equality and absolutely independent of the subject of the picture.’  He strips 10
back the below works to the most simple of compositions and colour palettes for 
maximum impact, focusing on bringing the oranges and reds of the fire to our attention 
in the sequence of events. We associate these colours with fire and so automatically 
realise that the less structures and black there is in gradually each work, the more 
destructive the fire becomes as the areas burn to the ground. The story is documented 
and in turn communicated to the viewer through colour and composition as opposed to 
painting a realistic account, he chooses to evoke our senses in a representation of 
what occurred. 
!   !  
!  !  !  
Figure 1a-e (left to right clockwise) 
Turner knew the value of initial recognition and believed in the immediacy of an artist’s 
impression and its power to portray meaning and emotion from the chosen image or  
scene. This very spontaneity is often relied upon for the unexpected results of  
watercolour. The unfinished and in turn fluid quality a watercolour sketch exudes allows 
the viewer the space needed to either project their own narrative into the image or 
experience the image as it is. In my practice, the deliberate use of restrained 
 Charles Baudelaire, The Mirror of Art; Critical Studies by Charles Baudelaire, edited & translated by 10
Jonathan Mayne (New York: Phaidon Publishers, 1955), 44.
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brushstrokes with the same brush, as well as freer and fewer brushstrokes, lends itself 
in counterbalancing the traction of the early Romantics and their documentative nature. 
The more minimal and expressive the marks, the more room for imagination and 
experience, and the more I was fascinated and influenced by Turner’s late works.  
On the other side of the spectrum we have in The Painter of Modern Life, Baudelaire 
introducing his quintessential artist, Constantin Guys, not as an artist, but as instead a 
‘man of the world..who understands the world and the mysterious and legitimate 
reasons behind all its customs.’  Guys was an old traveller who started his artistic 11
career late in life. He illustrated in both the English and French papers his unsigned 
anonymous works for a period of 20 years and honed his technique. Contrary to many 
of the travelers and documenters before him, he didn’t represent the landscape in its 
natural form - but instead chose to represent the urban landscape of the city and its 
people, their everyday life. In Howard Caygill’s third chapter in Colour of Experience, 
on the work of art, he puts forward Benjamin’s  argument that ‘..images should be 
understood as a technology for organising experience, and that visual art was a way of 
speculating upon limits of experience from within it.’  This was certainly Guys 12
intention, and his works tended to be restricted to purely drawings and watercolours 
which lends itself perfectly. As Baudelaire put it he was championed as their modern 
‘painter of the fleeting moment and of all that it suggests of the eternal,’  his curiosity 13
considered ‘..the starting point of his genius.’  He would walk around the city streets, 14
the flaneur, unobtrusively observing and recording everything he saw in his 
surroundings, and would then draw them from memory and recollections. He would 
observe closely, then ‘pare away all but the essential features, bringing out the 
singularity of a scene or character..[working] with broad planes and the play of light.’  15
This is clearly evident in the works below, Figure 2 a-e, using the most transient of 
 Baudelaire, The Painter of Modern Life trans by P.E Charvet, 9.11
 Howard Caygill, Walter Benjamin, the Colour of Experience, Chpt 3 - The Work of Art (London and New 12
York: Routledge, 1998), pg 81.
 Baudelaire, The Painter of Modern Life trans by P.E Charvet, 6.13
 Baudelaire, The Painter of Modern Life trans by P.E Charvet, 10.14
 Musée du Louvre, Paris: France; http://www.louvre.fr/en/oeuvre-notices/equipage-park (accessed 2015)15
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mediums in both watercolour and drawing, Guys captures parts of the landscape and 
city that no one has bothered to before. The myriad details of the everyday that he 
observed on his travels and with the simplest of brushstrokes and line work captured 
the city in its entirety.  
Figure 2 a -e (from left to right, clockwise) 
Over the years, Guys work became even more simplified and his works became 
depictions of one particular event at a time that was highlighted and given importance 
in each drawing.  Again Baudelaire states ‘the viewer becomes the translator of a 
translation, which is always clear and always intoxicating..’  Guys’ works are depicted 16
in such a way that the viewer is still left room for interpretation. This can be seen in one 
of the below examples, Figure 3, the drawing of a barouche. It has been drawn quickly 
and then enhanced with watercolour in order to accentuate the play of light and color, 
in particular the ladies dresses against the darker outfits of the men and horses. Your 
eye is drawn to their lounging figures first, with his exaggerated use of light and then 
you notice the surroundings and loosely painted background. 
 Baudelaire, The Painter of Modern Life trans by P.E Charvet, 21.16
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!  
- Figure 3 
As Blanchard says on talking about Baudelaire’s ideas on the flaneur and the 
importance of imagery, ‘the city is never real. It is more like a series of pictures, of 
vignettes, made to be read by everyone in his own way…’  And this is how Guys 17
seemed to work. His illustrations and sketches were in a way a documentation of the 
city, one occurrence or image at a time, the painter of the passing moment. His process 
and mode of image making was modern at the time, with his work being uniquely 
innovative in the history of drawing and painting in the 19th century. He shed light on 
the everyday that was often overlooked, as Susan Buck-Morss so succinctly put it in 
her study of Benjamin’s Arcades Project; ‘.. [he] presumes..an openness to the 
proposition that the common, everyday objects of industrial culture have as much value  
to teach us as the canon of cultural “treasures” which we have for so long been taught  
to revere.’   18
 Marc Eli Blanchard, In Search of the City: Engels, Baudelaire, Rimbaud (Stanford UP, 1985), 74.17
 Susan Buck-Morss,  The Dialectics of Seeing: Walter Benjamin and the Arcades Project. (Cambridge, 18
Massachusetts, MIT Press, 1989), preface xi.
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This affinity to the landscape and process and the Romantic notion of representing 
your surroundings is not uncommon. Coming into the current contemporary art world I 
see a common thread in the works and process of Marlene Dumas. Ruskin put it so 
succinctly so long ago, but it is completely relevant now ‘the greatest thing a human 
soul ever does in this world is to see something, and tell what it saw in a plain way.’   19
For me, the simplifying of her subject matter, to the barest of minimums brings back 
Turner’s process on focusing on the experience as opposed to a direct representation 
of your subject. Dumas doesn’t work from life, instead choosing to recreate her 
emotionally charged portraits from photographs and memory. As one of the world’s 
leading living painters, the Tate sums up her works concisely, ‘in an age dominated by 
the digital image and mass media, Dumas cherishes the physicality of the human touch 
with work that is a testament to the meaning and potency of painting.’  20
!  
- Figure 4 
Dumas works in a variety of mediums from inks and watercolour to gouache to collage 
and loose oil paint. For me the simplicity of her watercolour and ink works, see Figure 
5, are the most powerful. Somehow with the barest of brushstrokes and colour, and 
with an exaggerated amount of water, she surrenders to the medium, again Ruskin’s 
 Ruskin, The Elements of Drawing, Introduction xi. 19
 http://www.tate.org.uk/ (accessed 2015), London: Tate Modern20
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insight into painting is fit and comes into play. He highlights that ‘every line and colour 
is so arranged as to advantage the rest. None are inessential, however slight; and 
none are independent, however forcible.’  This has never been more true in the 21
current art world. In all of it stripped back process and translucency, the apparent 
loose, experimental nature of the works, there is an air of complexity. In both execution 
and also subject matter. With the least amount of fuss, Dumas can render the viewer 
speechless from emotion when her works are seen en masse. They are painterly and 
provocative at the same time, heavy with an air of vulnerability and sympathy in the 
almost child like brushstrokes and composition, in both the process and subject matter.  
!  
- Figure 5  
 Ruskin, The Elements of Drawing, 163.21
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Chapter 2 - Reflection  
In all its forms, water has always been an obsession of mine. Whether it stands alone 
as the sea and is regarded as one of the most dominant forces of nature, whether its a 
puddle on a rainy day or the rain on a window, when I used to do squad swimming as a 
teenager just to spend everyday in the water, the long drives to the beach just to stand 
in front of the sea and borrow some of the calm, or now to more abstract liquid forms of 
art making, in watercolour and ink on paper. In particular, my fascination has always 
been on the play of light on water, and the distortion of the representation that occurs 
when light (in most cases the sun) and water change and play off one another. I was 
always inquisitive and water was always incorporated in my works, on the most part in 
the form of reflection and waterways, but up until the last few years, it hadn’t 
completely cemented itself as the focal point of my art making practice. I find it is now 
partly both; my practice and very much so my subject - my medium and art making 
process resembles my concept and vice versa, and both are direct interpretations of 
my ideas on landscape and the impression. It is fitting that all my current work and this 
experimental art making process at the moment is watercolour, and in turn coincides 
directly with my exploration into reflection and capturing the sometimes undetermined 
and ambivalent organic forms of landscape. And this is where my ongoing fascination 
with Turner comes in, most particularly in his later years where, ‘Turner [placed] 
increasing importance  on mark-making and atmospheric brush strokes..[suggesting] 
that he, [too] was interested in maintaining the sense of improvisation and 
spontaneity.’   This pen and wash sketch below of Customs House from the Thames is 22
a classic example. To me, it captures perfectly his first impression, or impression on 
that day, in the immediacy of his line work and brush strokes. It captures, in an instant, 
the movement of the river and the bustle of and surrounding the building. It is not a 
direct account of exactly what Customs House looks like, nor its colours, but instead 
what that part of the city felt like, the experience. It is his representation of his 
 Lewison, Turner, Monet, Twombly - Later Paintings (London: TATE Publishing, 2011), 33.22
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surroundings. At the time, and currently still, his works are a balance between the 
classical and the abstract. They seem to hover between the two and sit somewhere in 
Figure 6 
the middle depending on subject matter. Laurence Campbell, in summing up Ruskin,  
once made a pertinent point, ‘it is the imagination, unrestrained by scientific knowledge 
or preconceived ideas, which enables the artist to travel beyond appearance ... the 
works of art that result from [the artists own subjective experience]..will not resemble 
what we think nature looks like because we shall be seeing it through another mind - 
that of the artist.’  Even his later coloured works, see below Figures, which at the time 23
were ridiculed, are to me stunning representations of the visual aspect of his world. 
These unfinished paintings are I think more meditations on the representation of light 
and atmosphere, as Turner once remarked himself, ‘Atmosphere is my 
style..indistinctness is my fault,’  than they are direct portrayals of landscape and his 24
surroundings at the time.  To me his later works have an air of non-representation, 
where through his form of art making and abstraction of the landscape he uses the 
‘potential of light as a source of sublimity’.   25
 Ruskin, The Elements of Drawing, Introduction xii.23
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- Figure 7  
His use of use of a limited colour palette, yet ample light to create atmosphere and 
evoke mood and subliminal emotion from the viewer is distinctive. He could, in a 
fleeting moment capture a fragment of an impression and decipher the majesty of the 
natural elements without saying a word. His prolific artistic career coupled with 
excessive work ethic and an urge to create, and create fast, forged him into the artist 
that was technically brilliant, and whose work was universally recognised, across a 
variety of mediums. In a chapter on Turner’s legacy in a book dedicated to his life and 
works, Smiles rightfully states, ‘his imaginative reach gave full occasion for the 
deployment of his abilities, not merely to record the surface appearance of the world, 
but to comprehend it as a complex of interconnected qualities, natural and man made, 
noble and ignoble, moral and rational.’  26
 Smiles, British Artists: JMW Turner, 15.26
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!  
- Figure 8  
In my own practice over the last few years, I have focused a lot on mark marking and 
the simplifying of an autonomous process, while at the same time wanting to capture 
the fleeting and the subtle in landscape, with arguably the most unpredictable of 
mediums and vehicles. By whittling down one of the most complex of mediums, I chose 
to use a limited colour palette of only 6 or so artist quality watercolour paints with some 
of the highest pigment loadings available. The paints were a mixture of both Daniel 
Smith and Schmincke Horadam Aquarell - both renowned for their intensity of colour 
and less gum arabic as their binder - hence richer colour. Ultimately, leaving me with 
more pigment to paint with, water as the vehicle and usually a single Raphael squirrel 
quill mop in a miniature 2/0 or a size 6 to apply the washes with onto various sizes of 
rag cotton paper. See studio image in Figure 9 for a typical set up on a studio day/
night. This would be set up with a few jars of water of varying cleanliness and 
mountains of cold pressed rag cotton paper and pads. I would do 10’s of works in the 
one sitting, throwing some out, ripping others, refining the technique so that an 
essence of a landscape was captured, a semi-horizon line was there, with the least  
amount of brushstrokes and fuss. It relied heavily on concentration and an apparent  
 26
ease in the flick of your wrist. The works started off as detailed recordings, which over 
time became minimalist in their execution and subject matter. My main focus was on 
the display, on the paper, pigment and water. The physicality from the moment I was 
capturing to the object. To a certain extent, almost referencing high modernism where 
the focus on surfaces and medium was crucial to their finished concept.  
!  
- Figure 9 
To me the works became about form and the fragmented nature of both the landscape 
and the medium. On commenting on Benjamin, George states, ‘the act of painting does 
not begin with the phantasmal experience of colour, but with the spiritual and creative 
experience of form.’  With my experimental approach, this proved true. The works 27
relied on my ability to, to some extent, surrender that particular moment to the medium. 
At first I would try to control the process, but I soon realised the futility. You can’t control 
 Caygill, Walter Benjamin, the Colour of Experience, Chpt 3 - The Work of Art (London and New York: 27
Routledge, 1998), pg 82.
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it, the trick was to attempt to anticipate the pigment and water’s reaction, while 
attempting the creation of an atmospheric landscape that exuded sensation or some 
sort of mood. This led to the transient nature of the art making process, and in turn my 
fascination with the organic shapes in the landscape, their representation from memory 
and the re-interpretation of light and the horizon in these amalgamated works. The 
works became more about creating landscapes of paint that were aesthetically; visually 
or emotionally; stimulating, work that’s exaggerated use of light, composition and again 
limited colours rendered them both ephemeral in their deceptively complex execution 
and ethereal in their finished or semi-finished states.  
Water, both the motif and the medium, has captured artists over the years. There is 
something about it that draws them in, its play on light and reflection with the sun, and 
its ability to evoke some sort of reaction from the viewer, that has attracted artists like a 
moth to a flame over the years. My natural inclination when looking at Turner was the 
work of Monet, as he was one to study Turner’s works, and in fact studied and saw 
them with Pissarro in the 1870’s, in particular watercolours, and extract inspiration 
where his paintings were ‘principally concerned with colour and light.’  His later works 28
in particular, further pushed the boundaries of landscape painting at the time and show 
a looseness of brushstroke and more inclination to paint with an emphasis on water 
and reflection. In fact, the majority of his works throughout his career carried water as a 
central theme, oftentimes with him painting the same subject many a time. As Turner 
was, Monet was also fascinated with the fleeting, he once stated in an interview in  
1895, ‘the motif is unimportant to me, what I want to reproduce is what stands between 
motif and me.’  In their later works both Turner and Monet played with simultaneously 29
obscuring and revealing the landscape, to create an exaggerated atmosphere as well 
as constant motifs of reflection in water, as seen in figures below. In particular, Monet  
shared Turner’s fascination with light and the effects of the elements, though his 
interest was motivated less by drama and ideals of romanticism. Instead he captured 
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nature as he experienced it, with a focus on vanishing horizons, light effects and 
reflection (Figure 10). 
!  
- Figure 10 
He observed and then recorded his subject matter in a linear fashion, and very often 
returned to the same surrounding landscape again and again to paint it in different  
atmospheric conditions, with different light and from a different angle, see below figures 
of Waterloo Bridge. He painted one in 1902, (Figure 11) that portrayed an impression of 
the bridge as it is hardly visible in the dense London fog. In Figure 12, he painted it 
again but plein air and at sunset, with rays of pink late afternoon sunlight illuminating 
the bridge’s reflection and the Thames before it. The second one was painted purely as 
a study of the fall of light on water and the light’s effects on the aesthetic. His attraction 
 29
to ‘..sunset was less to evoke mood than to capture a particular kind of light and 
energy.’  30
- Figure 11 
- Figure 12 
The mid 20th century saw a shift in the work of American Abstract Expressionist, Mark 
Rothko, where he ventured towards an art making process that drifted toward 
abstraction and soft-edged blocks of colour that he is universally known for, and that 
were made to evoke emotion. Like Turner before him, his later work was well known for 
being epic and emotional, with an immense focus on the medium, on colour, form and 
 Lewison, Turner, Monet, Twombly - Later Paintings (London: TATE Publishing, 2011), 166.30
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light. In his own words, ‘..a painting is not a picture of an experience, it is an 
experience.’  Much like Dumas, his work is all about process, the works are stripped 31
back, to the point of having an almost modernist vibe, with only the barest essentials 
being heightened for maximum impact for the viewer’s experience, in most of Rothko’s 
cases, they tend to be colour and form. There is a detail in his simplicity that creates its 
own overwhelming atmosphere. ‘The progression of a painter’s work, as it travels in 
time from point to point, will be toward clarity: toward the elimination of all obstacles 
between the painter and the idea, and between the idea and the observer. As 
examples of such obstacles..to achieve this clarity is, inevitably, to be understood.’  32
In much the same way that Rothko relies on the canvas edge for his structure and 
composition, see Figure 13, in my process I also rely heavily on the paper’s edge. 
Where we differ is that I have a focus on the most minimal way in which to display the 
landscape while keep the work loose and not at all structured. I work within the 
confines of the paper’s edge - while not painting to it - or even to that particular shape. 
The watercolours have a life of their own. The composition is ultimately determined by 
the structure of the papers edge - but not reliant on it, with many a time paint and water 
both spilling over with a total disregard for the edge as a confinement. His works are 
not watercolour, but their luminosity and reliance on light and a thin, but layered, 
application of paint, most times in transparent and luminous colours, lends itself to my 
motifs of reflection. His later works in particular, Figure 14, also lend themselves to 
ideas on the sublime and the infinite, with a more abstracted view of paint, and with 
less of a focus on composition and bright colours, and more of a focus on subtlety in 
his paintings, with his previous strict formations of line, colour and composition, 
becoming more difficult to discern. 
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- Figure 13 
!  
- Figure 14 
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Ideas on reflection and repetitive process, as well as reoccurring landscapes of places 
both visited and imagined are common traits in the works of Peter Doig, most 
especially his etchings and muted oil paintings from the 1990’s. They are personal, 
subjective works, yet also draw on images from both the past and present, forming an 
amalgamation of what he sees in the landscape surrounding him, as well as the strong 
allusions to reoccurring motifs from previous works – most especially the isolated 
figures, the canoe and his repetitive use of water, rivers and reflections. These works 
seem to embody a strange anonymity as well as urging the viewer’s curiosity to make 
up what they will from their overall contemplative atmosphere. The narrative is 
sometimes uncertain in Doig’s work, and kept that way, yet the poignant and 
imaginative worlds that are created ensure the viewer’s subjective response to the 
atmosphere is experienced. As seen in the figures below (15 & 16), Doig uses different 
processes to depict the same thing, to a certain extent, channelling both Monet and 
Turner in terms of practice. His painting below is used to reference his much looser 
etchings and vice versa.  
Figures 15 & 16 (left to right) 
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Essentially, using multiple photographs or film stills as the starting point, a particular 
detail is used for inspiration, whether it be the terrain, the figure or a waterway, then a 
sketch is made and finally a painting of Doig’s final ideas. It is never just a fleeting 
work, all of his works contain a complexity in their process that requires a range of 
media, as his works (those grouped in series) tend to be representations of the same 
image from differing perspectives. They seem to‘..capture the light of another 
world..that lies within..and makes it visible to others’  The differences and changes are 33
oftentimes subtle. Sometimes the difference is in time of day they are created, other 
times it is an opposing perspective, or even on a different day and a different place, but 
always recalling and drawing from his memory of a specific place or that of an 
imagined one. Often the landscapes he represents are images hovering between 
memory and imagination that are essentially a mix of artificial images based on 
everyday reality. Through the use of exaggerated colour and luminosity, inconsistent 
perspectives and a fusion of pictorial conventions and techniques his works uses bits 
of daily life and to create images that seem to hover between worlds. Benjamin’s vision 
of image as a standstill comes into play here, ‘It's not that what is past casts its light on 
what is present, or what is present its light on what is past; rather, image is that 
wherein what has been comes together in a flash with the now to form a constellation. 
In other words, image is dialectics at a standstill. For while the relation of the present to 
the past is a purely temporal, continuous one, the relation of what-has-been to the now 
is dialectical: is not progression but image, suddenly emergent.’  Doig’s turning point 34
at an early age was when he started exploring paint as material, freeing his idealogical 
ideas of what a painting ‘should’ be, and giving him the freedom to create works of art 
that Benjamin explains to Florence Christian Rang in a letter as ‘..may be defined as 
models of a nature that awaits no day, and thus no judgement day; they are models of 
a nature that is neither the theatre of history nor the dwelling place of mankind. The 
redeemed night.’  35
 Johnson, The Metaphor of Painting. (Michigan, UMI Research Press, 1980), 165.33
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Conclusion 
I approached this body of work as an experimental approach to image making. The 
process of mark making and my exploration of the landscape through reflection, form 
and colour, coupled with the immediacy of autonomous brushstrokes,  led me down the 
path of watercolour as my sole medium of choice. My process became a study in the 
immediacy of watercolour paint, which led to works that then became impressions of 
the experience of landscape. I created experiences. Not necessarily a landscape of 
what was before me, but more a reach for the ethereal from both my perspective and 
that of the viewer. I wanted to create an atmosphere that evoked emotion, that created 
sensation through the use of colour and light, and an over exaggerated use of the 
horizon and in turn reflection. It became more important for me to paint the sense of 
landscape than it was to paint it as a reality. Like the Romantics, and also modernism, 
there was ‘truth in the authenticity of the instinctive, the subjective gesture and the 
unconscious.’  Using the most transient of mediums, there is a focus on the 36
immediacy in first impressions and capturing the fleeting experience. My process and 
experimental works are based on recapturing our affinity to the landscape and its 
organic forms, and on delving into the grandeur of water and reflection through an over 
exaggerated use of luminosity and water. There is a reach for the sublime in water 
through both the process of paint and also the experimental nature of my mark making.  
Essentially, this approach led to a process that became an exploitation and in turn, 
anticipation of watercolour as a medium, and its relationship to paper as an object. My 
focus is on simplifying the landscape form as much as possible with the barest of 
processes necessary, while still being recognisable as a landscape. The works 
becoming almost an amalgamation of places both visited and imagined. It was more an 
exercise in painting the atmosphere of the landscape, and its fluidity, in the most 
minimal of painting processes and mediums, while still evoking emotion.  
 Lewison, Turner, Monet, Twombly - Later Paintings (London: TATE Publishing, 2011), 13.36
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The interest for me lay in finding out what drew me, and artists before me, into the 
fascinating world of water. My fascination lay in both how artists portrayed and 
manipulated it, and also in its innate qualities, perhaps a metaphor for art itself, that 
water is a representation of nature that also occurs in nature. The central ideas of my 
body of work focus on water, both as a medium and as a subject, its relationship to 
light and colour, and how, for me, it became a transient and experimental art process of 
mark making that I wasn’t expecting. The medium itself is a phenomenon that can be 
easily distorted and one that is malleable enough to extend.  
After all the backwards and forwards, this became a prolific body of work that I had to 
do. I am inquisitive by nature and couldn’t let the idea go and so it was imperative I see 
where it take me. I was hopefully able to substantiate what is often seen as traditional 
and out dated ideas on the sketch and watercolours in general, and contextualise it into 
the present day. This body of work is by no means finished or as refined as it could be 
in the future, but I feel it is well on its way to being there. It is the start for me, of 
something that was completely out of my comfort zone, and that I am now confident is 
where I want to take my work in the future. The works look abstract and have the air of 
a quick sketch, but they have come from a detailed and well thought out place. Each 
brushstroke is thought about, while at the same time being spontaneous. It taught me 
to ask questions about paint and its relevance to the contemporary world that I am still 
not sure I have the answers to, and nor do I think I want to. For now, I am content with 
the pleasure that paint gives, and the uniqueness of using the barest of mediums as an 
art making process in its own right.  
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Catalogue of Exhibited Work 
The Blue Rigi, Sunrise  
Watercolour on rag paper - Installation shot 
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The Blue Rigi, Sunrise - 
continued 
Watercolour on rag paper - 
Installation shot 
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The Blue Rigi, Sunrise - continued 
Watercolour on rag paper - Installation shot - Close up 
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Watercolour on rag paper - Installation shot 
Left to right -  
Series 1 #21 
Series 3 #9 
Series 24 #2 
Series 7 #18 
Series 24 #13 
Series 3 #17 
Series 31 #6 
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Sunset amid Light Clouds 
over the Sea (after Turner) 
Watercolour on rag paper 
- Installation shot 
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